Although Fra Angelico is one of the great masters of Renaissance art, we know surprisingly little about his early years as a painter. While contemporary sources and patronage by the Medici and Strozzi attest his prominence in the 1430s, the paucity of documented works from this decade and the previous one has proven a great obstacle to the hypo-* This article is based on part of my dissertation, Fra Angelico: His Role in Quattrocento Painting and Problems of Chronology (University of Virginia, Charlottesville, 1977). I wish to express my gratitude to Frederick Hartt for thetical reconstruction of his youthful activity.
published by Baldinucci1 and Father Marchese2 before the twentieth century, only a few could be related to extant works. The rest of his chronology was deduced from an erroneous entry in the monastic Cronaca quadripartita of San Domenico di Fiesole which seemed to establish his novitiate in 14073, his presumed presence in Cortona and Fiesole through the teens4, and his activity in San Marco in the mid-to-late 1430s. Unable to account for Angelico's development before his first documented work of 1433, scholars found it difficult to trace his youthful career and define his historic role.
It was not until the 1955 quincentennial of the painter's death that a major breakthrough in understanding his early activity was achieved. day10, the identification of Angelico's origins as an artist and his youthful works is still the subject of critical controversy. Despite the extensive literature devoted to the artist, scholars have failed to reach any consensus on these issues. Such is the difference of opinion that roughly two-thirds of the paintings Boskovits recently attributed to Angelico in the 1420s"l were rejected or omitted by Pope-Hennessy in his 1974 monograph12. It thus seems clear that the question of the artist's beginnings is far from resolved. In the following pages, I will attempt to reconstruct To come closer to Angelico's beginnings as a painter, we must turn to a well-known work from earlier in the decade. Executed for the monastic church to which Angelico made religious profession and still in situ, it is the San Domenico di Fiesole Altarpiece (Fig. 3)19 . The altarpiece is accepted unanimously as autograph, and most critics have dated it in the twenties20. Its completion by the artist plures annos antequam the consecration of San Domenico in October of 1435 is noted in the convent's Cronaca quadripartita21. Although its appearance and original format as a triptych were paintings, and that he played a leading role in their execution. 14 and Boskovits31 as well, the painting is not mentioned at all in Pope-Hennessy's recent monograph. 22 The altarpiece was originally a triptych with a gold ground, but Lorenzo di Credi unified the three panels, painted in a landscape background, and replaced the back of the Virgin's throne with a cloth of honor. Angelico as a dipintore, and the payment of early 1418 cited in N. 18, supra, ,pro residuo solutionis tabule altaris, is made to Angelico directly. This suggests that he was already an independent master by 1418, and received his instruction as a painter prior to this time. According to S. La Sorsa, L'Arte dei Medici, speziali, e merciai, Molfetta, 1907, unpaginated, the minimum age for becoming apprenticed to a master was fourteen and the duration of instruction was at least three years. If we accept a birthdate for Angelico in the late 1390s and the general applicability of these guidelines, we can deduce that he probably was apprenticed in the earlyto-mid teens to have received an independent commission by 1417. 35 The painted, cut-out crucifix evolves from a highly conventionalized type whose origins can be traced to the Dugento42. Though its popularity had died out by the late Quattrocento43, Lorenzo Monaco and his circle had executed sagomati earlier in the century, all of which can be characterized as highly con-ventional44. What is unusual about the Florence Crucifix, however, is its departure from the conventions of its type. In contrast to Lorenzo Monaco's Monte San Savino Crucifix (Fig. 11) , for example, in which the slender body of Christ hangs limply from the cross, this Christ is muscular and his body is still tense. The legs are drawn up more closely to his hips, the veins of his arms bulge visibly, and the fingers curl towards his foreshortened palms. As opposed to the schematicallylit, older Crucifix, the anatomy of Angelico's Christ is illuminated with great consistency. The Florence Crucifix seems to be a decisively new interpretation of a traditional type, and it is important that such a departure from the past be accounted for. (Fig. 12) Fig. 16) and Nicholas of Bari and Agnes (Fig. 17) 
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